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abstract
a chorology is an analysis of the relationships between the constituent parts of a system or
assemblage. architecture is not only the result of the connection between a vast set of
components and their manifold interactions, it is implanted into still broader, working fields
of complex affiliations and relations. essential to understanding the importance of alvaro
siza's' buildings is to see his architecture as assemblages comprised of many composite,
active subsystems. these assemblages engage still larger systems, dynamic and effects
producing. in short, the architecture goes beyond the visual, and generates effects in time
and space - engaging animate operations that pre-exist the architecture while inciting
multiple new dynamic relations. the architecture must be seen as a machine, testing the
line between natural and manmade. not necessarily organic, but self organized, exhibit-
ing the characteristics of self generating systems, or in other words, life.
while a conventional architectural analysis might exhaustively diagram geometric
relations, or try to find historical models or precedents to situate the work, this thesis seeks
to be critical of the deterministic, historical practice of naming. instead, opting for a per-
haps discursive methodology, which endeavors to understand operative modes that com-
pose the abstract machinic-architectural assemblages of alvaro siza. as a beginning to
understanding the complex assemblages of siza, this thesis will specifically examine ar-
chitectural details, their interrelationships, and affiliations to materials and techniques of
construction. details will be considered as constituent parts of a larger assemblage, and
as engaging dynamic criteria (forces, light, program, weather, time, etc.) as a means of
conditioning space. by considering the effects which conspire to compose a detail, in
conjunction with the effects that are generated, a new understanding of the immeasurable
complexity of an architectural assemblage and its' relations to space might be understood.
affording criteria for testing performance, inciting possibilities for new terms of respon-
siveness in architectural assemblages, and offering new, germane modes of making.
this chorology will examine the affiliative assemblages of the boa nova tea house at
leca da palmeira, portugal from 1958 and the teachers training college at setubal, portugal
from 1994. The thesis will carefully examine conditioning agents and effects of detail
assemblages, their relationships to operative criteria, other details, and space. instru-
mental texts include those by deleuze and guattari, fernando pessoa, and peter testa.
thesis supervisor: peter a testa, associate professor of architecture, mit.
readers: alvaro siza, architect. porto
william I porter, professor of architecture, mit.
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method
1.chorology
what
a chorology is a study of the relationships between the constituent parts of a sys-
tem. the chorology is typically the extension of a chorography, which is the study of
how an area is made up of many smaller parts. this chorology is executed without
a chorography there has been no pre-determined bounds of the systems of rela-
tionships at boa nova and setubal.
why
the chorology, in the absence of the chorography was chosen as a method for
investigating relationships between and among details at boa nova and setubal for
several reasons. first, a bottom up analysis affords the possibility to understand
components of an assemblage as having relationships outside of the conventional
bounds of that assemblage. second, the chorology is open, allowing for many
possible outcomes. there is even the prospect of finding relationships that do not
act to support a bounded 'whole,' but act to deter a finite assemblage. these are
the attributes of siza's work that I find most compelling - relationships outside of the
envelope, openness, and animated infinite effects. most importantly, the chorology
offers the possibility of understanding space as composed of a constellation of
effects producing intensities, or details. the chorology examines relations of matter
and energy that conspire to articulate space, rather than starting with a formally
'defined,' classically conservative and static geometry as space. siza's space is
open, constantly unfolding within and without of the bounds of the structure, his 6
space is not defined statically but composed dynamically into consistencies and
intensities.
significance, yield
the chorology as I am defining it is a non-linear investigation. I am not entirely sure
what it will yield. I am sure however that there is the prospect of seeing relations
between components of the architectural assemblage that transcend formal his-
torical analysis. many critics and historians immediately discuss wright and aalto
when considering siza at boa nova. while even siza states that he was under their
influence at the time, and was too young to dominate it, this discussion yields little
with respect to understanding the complexity and dynamic operation of the boa
nova assemblage. similarly at setubal, frampton questions the tectonic I attributes
of the architecture. I am not sure of the validity of layering a rigid template over a
dynamic construct in order to criticize based upon a historical model of the 'correct-
ness' of assembled components, according to semper or anyone else. the chorology
also operates outside of a rigid architectural context, allowing connections and af-
filiations to attributes not specifically architectural, such as systems geologic, bio-
logical and linguistic etc. ultimately I believe the chorology will give a glimpse of
an intellectual construct employed to make decisions about construction and space,
and will make perceptible the enormous efforts that the architect goes through to-
wards an architecture.
how
I have decided to execute the chorology in the following manner. first, it necessi-
tates a reconfigured conception of architecture, the production of architecture and
its subsequent construction and effects. the chorology is structured rhizomatically,
or smoothly that is, it is not trying to rigidly define or conclude anything totalizing
about the architecture, but is a discursive interrogation. information is not
taxonomized or placed into hierarchical relations with other information, but it is
seen as a constituent part of a dynamically equilibrated assemblage whose bounds
are not exactly known. great effort is concentrated on understanding how compo-
nents work. both in terms of function and performance. function is a linear opera-
tion, a one to one mapping of operation onto an object. performance is non-linear,
polyvalent operation across scales and attributes of the assemblage. a tool func-
tions, a machine performs.
the chorology is conducted based upon a dynamic structural schema 'tinkered up'
by reading and re-reading a thousand plateaus and other work by deleuze and
guattari. it is also dependent upon ten or so years of my experience making build-
ings. in fact, as siza explains, 'it starts with a feeling.' this chorology proceeds by
feelings, and the sum total of my experience and acculturation. photographs were
taken on several visits to each of the buildings, boa nova and setubal in january of
1998. photographs concentrate on details, a close up view of the building, its ma-
terials and techniques of construction. placed along side of these photographs is
speculation about the relationships that generated the details and the effects that
the details produce. this speculation places formal attributes of the assemblage as
equivalent to operational attributes, allowing an entire spectrum of invisible affiliative
criteria to emerge. facilitating an understanding of the dynamic relations that con-
spire to shape space. most importantly, without the imposition of a static 'whole,'
and a conservative entropic intellectual schema - animated, dynamic properties of
space become intelligible.
2.terms
architecture
as stated above, the chorology necessitates a reconfigured conception of architec-
ture, the production of architecture and its subsequent construction and effects.
architecture is seen as a smooth proceeding from the architect to the constructed
building. the architecture is not attributed solely to the architect but to an assem-
blage of relations composed by the architect among other attributes. history, time,
site, modes of production, collaborators, consultants, society materials, techniques,
and manifold other conditioning factors conspire to produce architectures. no bounds
are drawn between the conception and construction of a building. the architectural
assemblage is acted upon and begins to produce effects immediately the assem-
blage is not linearly derived, nor does it operate conservatively. the process to-
wards architecture involves modes of consolidation, consistency and intensity from
drawings to building. as siza says, a building is never an autonomous thing, it is
about relations.
just as no bounds striate the proceeding towards architecture, constructed archi-
tecture is not artificially coded into distinct constituent parts. architecture is com-
posed of matter and energy organized into varying consistencies and viscosities.
space, components of construction, and site are seen as a smooth heterogeneous
mixture, composed by matter, energy and time. architecture coalesces these at-
tributes, consolidating them, articulating changes in consistency and intensity
detail
the detail acts as the operative agent that facilitates changes in consistency the
detail is the threshold between matter and energy and at boa nova and setubal
provides a connection to time. the detail is the most dense consolidation of matter
and energy in the architectural assemblage, affording rhythmic, provisional articu-
lation of space. the detail at boa nova and setubal is always situated in between.
but not only functionally in between its connective attributes, but also performing 'in
between' across and through the entire assemblage of relations.
boa nova / setubal
boa nova, or casa de cha da boa nova is a tea house and restaurant on the atlantic
coast in leca da palmeira, portugal. the tea house was 'almost' siza's first building
and is on a site chosen by the architect fernando tavora. siza explains that as a boy
he visited the site of boa nova every day in the summer, as he grew up just down
the coast in matosinhos. boa nova was built between 1958 and 1963. construction
starting when siza was just twenty five years old. at the time when boa nova was
built there was a great deal of time to work, and there was tremendous control over
the execution of details. siza could work closely with craftsmen at the site every
day during construction.
the teachers training college at setubal is about an hours drive south from lisbon.
the school is situated at the edge of the city of setubal that is a port and industrial
town. the school was under construction from 1986, and was completed in 1994.
though this is a long time for today's standards, methods of construction and de-
gree of control have changed dramatically from the time of boa nova. boa nova
was built by hand, by a small number of craftsmen, setubal by a large modern
construction corporation from the north of portugal.
the chorology is intended to transcend, or subvert the disparate formal architectural
languages of the two buildings as well as the distance in time between their produc-
tion. the chorology is intended to prize apart the rigid totalizing conception of the
constructs as individual buildings, looking instead to find operative, performance
driven affiliations. hoping to learn from the invisible, dynamic, generative criteria
that catalyses their constituent systems.
photographs
all of the photographs in this document were taken by me on the several occasions
that I visited the buildings in january of 1998. each photograph was intended to
show building details in conjunction with site forces that the detail is seen to be
responsive to. text is intended to discuss multiple, simultaneous, relations and
effects of the depicted detail to the assemblage and beyond.
notation / keys.
notes point out specific attributes of each photograph that are discussed in the text.
details are keyed to one another across and through the document according to
operative, performance criteria. not formal attributes and affiliations.
10
3.position
pessoa
pessoa's poetry provided a link between deleuze and guattari and the work of siza.
siza has read pessoa and mentions him as an influence. deleuze discusses pessoa
in spinoza, practiLt philosophy. the real link for me is the conception of
connectedness that pessoa writes about. spinoza too, writes about the singular
disposition of all matter, arranged in varying consistencies and densities. pessoa
discusses the extraordinary in the ordinary, which is relevant to the work of siza.
pessoa operates without arrogance, placing himself on the same plane as all that
surrounds him, human, inhuman, living or inanimate. it is not a single poem or text
that is specifically important, but the work as a whole provides a feeling that pre-
pares one to approach siza's work. pessoa says - there is philosophy enough in
not writing about anything at all.
deleuze and guattari
a thousand plateaus provides the intellectual schema for beginning to understand
siza's work. deleuze encourages one to challenge the 'fascisms' that control us 2,
and challenges a historical conservation of vitality 3.
manuel delanda
manuel delanda and deleuze and guattari facilitate the understanding of dynami-
cally equilibrated and self organizing systems. delanda discusses the operation of
social systems as having the properties of fluid geologic, biological and linguistic
structures 4. further, he provides a model of testing generative and productive
relations.
12
peter testa / tony fretton
peter testa has encouraged the synthesis of theoretical preoccupations with the
everyday production of architecture. his essay on siza's 'cosa mentale' 5 has in-
spired me to understand the work as inextricably related to pessoa's 'fixed and
unalterable essences.' without the anthropocentric conception of humanmade vs.
natural, further binary distinctions such as living and nonliving, matter and energy
can be interrogated. siza does not place himself at the center and above, as so
many architects do, he proposes architecture modestly with tremendous sensitivity
and empathy for the living and nonliving that effects and is effected by the complex
meshwork of his architecture.
tony fretton provided the catalyst for the research that I have conducted for the past
five years with these few thought provoking statements. 'the architect must work
confidently from a position of insecurity' the architect must work intelligently from a
position of unknowing.' 'one must be strong in mind and flexible in technique.'tony
also suggested to me the possibility for a 'subversive details'project. in intermedi-
ate unit ten at the architectural association in 1991, tony fretton introduced the unit
to siza by showng the ocean bath at leca da palmiera.
alvaro siza
this thesis in no way tries to determine a method by which siza works, nor does it
presume to know more about the work than siza does himself. it does try to make
a critical distinction between the work of siza and much of the work that is currently
produced. this distinction is thought to exist in the following attributes of his work.
first, siza insists that he proceeds by an open minded investigation and by a feeling
about the site and the building to be. he positions himself within the milieu and time 13
that he is working, not above or at the center. by proceeding in this open, nonlinear,
inclusive manner, the possibility for invention and responsiveness over a transcend-
ent range of criteria is made possible. by facilitating multiple dynamic relations
across and through his building assemblages, consolidating animate and inani-
mate attributes, synergistic assemblages emerge. his architecture becomes, and
operates as a self organizing system.
1 frampton, kenneth. nothing here, nothing there , alvaro siza 1954 -1976. 1997editorial blau.
2 michel foucault, preface to anti oedipus. deleuze and guattari. 1983 u. of minn. press.
3 daniel w. smith, intro. to essays critical and clinical. deleuze, gilles. 1997 u. of minn. press
4 manuel delanda, a thousand years of nonlinear history. 1997 swerve editions, zone books, ny.
5 peter testa, the architecture of alvaro siza. introduction. 1996 birkhauser, basel.
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the composite roof assemblage, composed of concrete
slab, timber members, terracotta tiling, and wood sheath-
ing at the underside is disposed to many conditioning
agents. here the assembly splits, accomodating diverse
programmatic and enclosure requirements. to the left, there
is the entry and its elaborate toplighting and view framing
operations(a). to the right lies the kitchen roof in the fore-
ground, with the dining room derestory beyond(b). water-
shed from the roof is channeled to the bronze gutter and
rainspout. the timber fascia is terinated by bronze flashing
caps.
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great effort is employed in the handling of rainwater; and in
shading the building from the hot sun. the roof extends far
beyond the building envelope where there is glass, stiuts
at the underside of the eave extend to cany the weight of
gutters and scuppers that gently convey rainwater back to
the earth. the precision of the roof form is bistabilized by
these operations. the form of the roof is made inevitable by
its performance over a broad range of criteria. the roof
also maintains a remarkable relationship in paralax with
the horizon. always moving across the distant edge be-
tween the sea and sky.
26
ci)
-o
ci)
(I)(0
ci)
0
0
-o
27
CI
0u
u
0
E)
Ci
C-)
C~s
0
0~
0~
ci)
ci)C~)
Cu0~
Cl)
C-)
C.)
0
0
-o
15
. b
oa
 n
ov
a 
-
de
ta
il 
@
 ap
po
int
m
en
ts.
30
-o
0)
Q)
-o
-o
C0
Q0
C)
z
-TS
32
Q
00I-
33
cu
cu
-o
0Oi
20
. b
oa
 n
ov
a 
-
de
ta
il 
@
 ro
of
/g
ro
un
d 
co
nn
ec
tio
n.
(I)
Ci)
CI)
C)
z
0
22
. b
oa
 n
ov
a 
-
no
sin
g 
@
 wa
ll/s
tep
23
. b
oa
 n
ov
a 
-
ro
of
/w
all
/flo
or
 re
lat
ion
sh
ips
@
 o
ce
an
fro
nt
.
24
.bo
a 
no
va
 -
0
25
. b
oa
 n
ov
a 
-
ro
of
 pl
an
e 
de
fo
rm
at
ion
 te
ch
niq
ue
@
fa
sc
ia.
26
. b
oa
 n
ov
a 
-
co
nn
ec
tio
n @
na
tur
al/
hu
ma
nm
ad
e.
27
. b
oa
 n
ov
a 
-
re
gis
tra
tio
n 
of
 si
te 
eff
ec
ts.
28
. b
oa
 n
ov
a 
-
co
nn
ec
tio
ns
 @
co
-re
lat
ion
al 
sy
ste
m
s.
29
. b
oa
 n
ov
a 
-
lap
 joi
nt@
no
rth
 w
all
/g
las
s c
on
ne
ct
ion
.
30
. f
or
ce
 a
rti
cu
lat
ion
 d
eta
il@
pie
r. 
tea
 ro
om
.
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a chorology
the following questions were posed to alvaro siza in a discussion at his office in porto, portugal on Tuesday,
january 13, 1998. 12:00pm gmt.
1. pessoa writes about the unspeakability or unquestionable existence of things. boa nova seems to operate
in such a way that the architecture is shaped by the fixed and inalterable operations of the place. for example
the sun, the sea and the rocks. could one analyze the building in this way? and can these fixed essences be
seen as a catalyst or generative origin for your architecture at boa nova?
2. I have been trying to articulate a mode of making that proceeds or becomes, allowing conditioning agents
and varied effects to shape the work. a way of working that involves a precise response and a heightened
sensitivity to dynamic pre-existent conditions. rather than formal architectural precedents, this mode of
working proceeds by operative precedents, that may or may not be'architectural.' do you consider animating
your work in this way, by positing the architecture relationally into living assemblages? to what extent do
formal architectural precedents effect your work?
3. can you speak for a moment about the place of details in your work? I am fascinated with the canted
columns and the column shape at setubal, and with the column/clg. joints and eave detailing at boa nova.
would you discuss these and their relationships to other details in each building? and even to each other?
4. often in your work, spaces open onto other spaces, constantly unfolding into one another. at boa nova
spaces unfold onto the sea, and at setubal onto the rolling hills of andalucia. there is a freedom, a non-
determinist discursiveness that is counter to 'classical' definition of static space. a tutor at the architectural
association characterizes this aspect of your work as 'democratic.' would you agree with this? is there a
polemic attached to the way that you make architecture?
5. what place do natural and animate connections occupy in your buildings? how has the architectural
language that you employ emerged out of these considerations?
6. would you discuss the lap joint in the window sill at the northern window at boa nova? how was it derived,
what is its purpose?
7. could it be said that you consider architecture without an abstract separation between space, the physical
matter of architecture and the environment? it appears that these are seen as continuous, though organized
at differing speeds, consistencies and rhythms. what role does the detail play in articulating these?
8. your work brings to mind certain neorealist work. joyce goes to great lengths to convey the complexity of
the everyday in ulysses. rather than create a new abstract reality, your work, with modesty and great
sensitivity strives toward articulating the extraordinary in the everyday. it also respects the nonhuman and
inanimate and seems to destratify these relations. is this a consideration as you work? pessoa may be .9
relevant here.
as we spoke, siza drew. the following pages are an account of the conversation we had, based on notes that .
I took that day and the sketches that siza made as we spoke.
46
K
1. q:
pessoa sp about the 'unspeakability' or the 'unques-
tionab sence of things.' boa nova seems to operate in
su way that the architecture is shaped by the fixed and
i terable operations of the place. for example the sun,
e sea and the rocks. could one analyze the building in
this way? and can these fixed essences serve as a cata-
lyst or generative origin for the architecture?
a:
no, not so directly while i remember considering all of
these factors, i cannot recall making a decision about a
detail so directly they are always present, always. it be-
gins with a feeling. a feeling about the place and its'atmos-
phere. inside there is something that you feel but do not
understand very well. at boa nova, i used to visit there
every day as a boy in the summer. the beginning of a
project is a kind of nebulous feeling, one must remain opn
to this, recieving more and more precise infornptons. but
this is based on feeling, not a result of analys? be open to
this feeling, free, open minded.
Ci)
0:
0U
2.q: 47
i have been trying to articulate a mode of making that pro-
ceeds or becomes, allowing conditioning agents and var-
ied effects to shape the work. a way of working that in-
volves a precise response to a heightened sensitivity to
dynamic, pre-existant conditions. rather than formal archi-
tectural precedents, this mode of working relies upon op-
erative precedents, that may or may not be architectural.
do you consider that the buildings you make are living as-
semblages, posited into animate contexts? to what extent
do formal architectural precedents effect your work?
a:
the building is never completely autonomous. relation is
the main point in architecture. these are present in the
feeling, the atmosphere that one encounters as the project
proceeds. the relationship of the work in memory and the
general dynamic of a building are influenced one from an-
other. these can be discovered from models and sketches.
if one proceeds in an open minded way, memories, stud-
ies, education, everything starts coming in. the material
production is englobing.
ci)
.7 ......
3.q: 48
can you speak for a moment about t place of details in
your work? i am fascinated with the ed columns, and
the column shape at setubal, and simi y with the col-
umn/cig. joints and eave detailing at boa n a. would you
discuss these and their relationship to other tails in each
building?
a:
the splayed columns at setubal are in conjunction ith the
guardhouse a method for the punctuation orendin f the
arcades along the courtyard the guard house is p ed
like an animalaboutto pounce into the courtyard the can
columns serve to end the arcade on the other wing oft
plan, as well as being the main entrypavillion to the school.
there is a problem wheneveryou use an arcade, the termi-
nation. the canted columns and the separation of the roof
serves to end the arcade and also to indicate the tum that
happens at this point as you enter the courtyard. the small
building is an apparition about to move - an animal. the
canted columns are another vibration.
CU
CU
*4 CU
CU
CU
CU
a (cont.):
- the angle of the canted columns is related to the angle of
the roof lights in the gym across the courtyard. even though
they would never be seen together this sets up a new
meaning for the total of the building.
49
(I)
-
ci)
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a (cont.):
- in a moment the columns at setubal are to make less
hard, to make another rhythm of movement, another vi-
bration, perturbation. a classical column has the fluting
that causes movement as the sun hits it. the columns at
setubal operate in this way, though at two scales, both per
column and at the scale of the building.
ci)
0U
y 4.q. 1 51in plan, especially at boa nova, aces open onto oth
spaces, constantly unfolding intcdjacent spaces or
to the landscape and to the a. there is a freedo
discursiveness that is count o classical space d ion.
a tutor f mine once ch ctonzed this attrib f your
work as'democratic.' w dyou agree with t is their a
polemic attatched i e way you make itecture ? -
phonecall interu
a:
in a emtown, a building is less andlip
and more complex in its relations to.t
am looking for the right expression Of nse
opinion of the town, not the opinion ofhte e
expo in isbon every architect wanted imo
than the next. scale is important. it is not m
bal d in the time of boa nova imd
all for discovery during the process of building. n
is and divided the process of thinking cannot
divide .eis a drama of working today division
working ises connecivity the processing of jo
today is su nnot plan our lives. thing st
and stop. then s
0O
Ki
a(cont.): 52
-at boa nova there is a completely different situation than
at setubal. it is almost my first real building. the choice of
the site was not mine, tavora said that the building will be
'here'. and we now know that it is precisely where the
building should be. the site is an extremely difficult one. in
the days that it was built i had a very long time to work on
the design and i was at the site every day. there were
fantastic artisans, and there was great control of execu-
tion. i do not like the detail at boa nova, it is too excessive.
at setubal no detail is more than is neccessary at the time
of boa nova aalto and write were influences, and i was too
young to dominate those things that influenced me. but
there was great freedom, and artisans could execute
changes. it is another context of production than today.
there is a division now of the thought and execution. this is
bad.
(j)c6)
a(cont.):
- in the remodeling of boa nova they wanted air con-
ditioning, so a great part of the work was the design
and concealing of air conditioning. at first i thought
that the renovation was a chance to change the de-
tails that i did not like. but i looked and i said if i
change this then i must change this over here, and
that over there. and that i would want to change the
whole thing. so i realized that even though i may not
like some of the details, i recognized that i was think-
ing globally then, that the details were thought of in a
global way. there have to be many, many influences,
how to include them, so that they are present in a
nebulous kind of way.
KJ
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a(cont.): 54
- someone pointed out to me after setubal was built
that it was very appropriate because of a local mon-
astery that also has a cloister. while i knew of that
building - i never consciously while designing, spe-
cifically thought of that building. it is only afterwards
that i thought of it when it was brought up to me by
someone else. so all of these influences, memories,
studies, education, feelings are important. culture is
important, but not storage.
5.q:
what place do natural and animate connections occupy in
your buildings, or in the conception of your buildings. how
has the architectural language that you employ emerged
out of these considerations?
a:
once a friend suggested to me that i make these things
because i am ignorant, that i try things because i do not
know. i like this charectonzation because i think that it is
true andi want to keep it this way we are ignorant of alot of
things, it is good to stay ignorant of the rules if we are to
stay open to possibilities. there is much we cannot possi-
bly know - if we make what we have already seen - these
things are not open to interpritation, to transformation. and
cannot become part of everything, the universe.
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6.q: 56
would you discuss the lap joint in the window sill at the
northern window at boa nova? how was it derived? what
is its purpose?
a:
you see things (smiles) - you notice what most do not. it
may seem a bit obvious but it has to do with the move-
ments of the rocks outside the window.
Cn
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7.q:
coul it be said that you consider archi
a tract separation between space,
ppears as though these e cor I
hough at different speeds, coi 2tenc I
that details play an important r6e in chan
yes, yes i like this very much.
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8.q:
your work bnngs to mind certain neorealist work. joyce
goes to great lengths to convey the complexity of the eve-
rydayin ulysses. rather than create a new abstract reality,
your work, with modesty and great sensitivity strives to-
ward articulating the extraordinary in the everyday. it also
includes the nonhuman and the inanimate in a way that
destratifies these relations. are these observations con-
siderations as you work?, where do you believe the detail
would be relevant here? pessoa operates in these ways.
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sto make connections beyond the buildings bounda-
rtough the oculus and the skylight, relating the space........
tree in the court and opening the space to sunlight
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this threshold box is simultaneously a space of rest and of..
circulation. the box makes a transition from the space of
cars and commuting to the space of the school. it also 1
operates as a meeting place for students on their way both -
to and from classes. the painted red stucco operates to
cleanse perception before entering the white realm of
setubal. this heightens sensitivity to the movement of the
sun across white surfaces, and stimulates awareness of
the subtle matenial change datum that measures the mani-
fold animated operations of the architecture.
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the architectural details of alvaro siza: a chorology
observations, boa nova / setubal.
1.anthropocentrism
position of the architect.
at boa nova, siza places himself in a complex meshwork of operating systems. the move-
ment of the sun and the moon, the waves on the rocks, wind, the tides -all of these natural,
dynamic systems are synergistically engaged by the architecture. only by drawing no
distinction between the natural and the humanmade could an architecture so seemlessly
engage the movement of the complex array of systems present at boa nova. the move-
ment of people through the site and the building is placed next to the movement of light,
water, the tide and the horizon. without arrogance and anthropocentrism, boa nova is
responsive to the multifarious effects that compose the architecture.
at setubal, once again siza operates as one of many centers, composed of all of the condi-
tioning agents that shape his architecture. the school is created in a different time than boa
nova, but still responds to the fixed and inalterable essences of the setubal peninsula.
most notably, the buildings relationship to the knotted cork tree at the center of the large
courtyard continues siza's research into relations between the humanmade and the natu-
ral.
possibilities of inclusive architectures.
boa nova illustrates the possibilities of proceeding through the design of a building with
open mindedness. siza states that the process starts with a feeling and that one must
remain as open to new information as possible. he states that the construct is 'englobing.'
ill
and that all of ones experience, acculturation and knowledge is crucial to the process. at
boa nova, the architecture is invented out of close attention to the manifold relations of the
place. materials and techniques of construction are catalysts for the chrystallization of a
responsive accomodation and smooth articulation of the pre-existent site forces coupled
with program. by opening up design to polyvalent, dynamic generative criteria, there is the
possibility of fostering synergistic relations between the existing and emergent systems
becoming architecture.
at setubal, the architecture remains incomplete without the animate properties of the sun,
the seasons and the movement of students through and around the building. the tree at
the courtyard is a vital, dynamic component of the assemblage, marking time and differen-
tiating experience over seasons and cork harvesting cycles. the organizational schema of
the assemblage operates by trans scalar, nested performance structures and systems,
rhythmically disposed in provisional, smooth space. the tree, and the sun become contex-
tual and cosmic performance systems of the assemblage.
operation and representation.
at boa nova, as with other siza projects, operation supersedes representation. what the
building looks like is an effect of the way that the building works. while most architects are
trapped in a game of style, aesthetics and representation, siza invents space and form
through a sensitivity and accommodation of the complex systems that he includes as gen-
erative criteria for his architecture. operative relations and relations of attributes across
and through the building assemblage and time conspire to shape space and crystallize
form. representation is a purely human intellectual pursuit, since siza's buildings are made
from a position that draws no hierarchical distinction between human/nonhuman, animate!
inanimate attributes, representation is seen as an exclusive endeavor. when representa-
tional techniques are employed, they are operating, and are generally representative of
attributes outside of architecture.
112
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2.conservation of vitality
exclusion / inclusion of the living / nonliving, human / nonhuman.
at boa nova, the rocky site is included in the conception of the architecture. the geologic
speed of the rocks on the site are a vital attribute of the site/building assemblage. there is
no predisposed concept that life is exclusive to humans or animals or plants. at boa nova
life exists in the relations of the assemblage to systems, both living and nonliving that exist
at the site. the connection of the building to the movement of time, coupled with the en-
gagement of the tides animates the assemblage, synergizing relations living/nonliving,
human/nonhuman.
at setubal these dualist distinctions living/nonliving, animatelinanimate are further chal-
lenged. the architecture is articulated as becoming animate. the vibrations and perturbations
of various column assemblies, the arcade at the courtyard and the successive piers at the
cafe court for example, operate to animate space. the architecture at setubal is animated
by movement of sunlight across its surface, parallax as one moves through space, or by
virtual animation by visual properties. these articulations in conjunction with planning ob-
jects that are 'poised' to leap into the space, or are otherwise placed in flux all conspire to
dynamically equilibrate the architectural assemblage. this dynamic equilibration deters the
artificial distinction living/nonliving.
3.bounded rational
architecture in a vacuum, friction discounted.
most architecture is conceived statically, often developed primarily in plan and considered
a whole unto itself. the bounds of the architectural assemblage are not so well defined.
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architecture open to flows of matter and energy.
the architecture at boa nova and setubal are open, non conservative systems. boa nova
and setubal are considered in the presence of active systems of movement and flow sys-
tems not exclusively human or constructed by humans. at boa nova the roof surface is
shaped by the various forces that engage it and by the topology of the rocky site. these
forces include wind, sun, rain, and the movement of people beneath its surface. program
and human circulation are dynamic attributes of the assemblage, in conjunction with pre-
existent site forces. the architecture does not stop at the exterior surface of the building
envelope but is seen to have effects both local and global. therefor the construct is care-
fully posited with respect to dynamic conditions.
at setubal, the architecture is designed again with respect to animate criteria. animate
criteria at setubal includes the flow of microclimates in and around the three courts, the
movement of natural light to articulate the classroom vestibules in each of the classroom
wings, and the ever-present flow of students in and around the building. the architecture is
also posited dynamically into time, engaging the passage of time and existing in the present
rather than statically posited to exist in history.
4.architecturemachine
the tool and the engine.
siza's architecture operates transcendentally of functionalism. functionalism is a classi-
cally disposed, one to one mapping of function onto a form. a hammer or a screwdriver is
functional. the machinic assemblage or architecturemachine has multiple functionality over
a broad range of criteria. for example the roof assemblage at boa nova operates over
manifold functional criteria and across forms. the eaves simultaneously shading the space
from the sun, compressing views to the horizon, and organizing the spaces of the assem-
bly. there are many simultaneously acting engines at boa nova, conspiring to perform 115
synergistically over a broad range of operative criteria.
setubal too, is composed of many nested operative structures that are performing
machinically. with combinations of structures that are each doing many different things,
overlapping functionality, deterring singular functionality, the degree of complexity of the
operative assemblage increases exponentially. machinically performing operative struc-
tures at setubal include individual columns at the arcade, the assemblage of these col-
umns, the entry pavilion, the stairs etc.
autocatalytic assemblages.
combined machinic assemblages can be placed into relations such that a self generating
system emerges. relationships between the constituent machinic components of boa nova
in conjunction with the dynamic, performance attributes of the site conspire to self organi-
zation, autocatalysing into a constantly changing, operating assembly. relations between
dynamic components are tuned to propagate spacial effects at boa nova. connecting the
assembly inextricably with its place in space and time. space is the medium that registers
this synergy.
at setubal, the complexity of the relations between constituent parts of the open assembly
is multiplied by the regimes and scales of the operative components. relations are not only
propagated between successive spaces and scales but multiple transversal assemblies of
relations operate to conspire to self organization.
5.choroloc
top down and bottom up.
through the chorology I was able to see beyond formal relations into a schema of operative
criteria for the generation and invention of techniques of construction and the articulation
of space. the bottom up disposition of the analysis facilitated an understanding of the
relations between constituent components of an assemblage. at boa nova, the details that
fascinated me at the outset are no longer seen as isolated incidents of craft or articulation
but are seen as vital components in a complex web of intensities that all operate to shape
space. the force articulation details at the intersection between the concrete piers and the
mahogany underside of the roof assembly serve multiple functions both locally and glo-
bally in the assemblage. at the same time that they articulate the forces acting on the joint
in the assembly they play a roll in the constellation of details that make space, and they are
devices that register the movement of light and other flows of energy through the space.
having taken boa nova as a static self contained platonic entity, the multiple functionality of
the components of the assembly would not have been as immediately evident.
at setubal, the chorology allowed the understanding of the propagation of becoming ani-
mate attributes at various scales and in multiple modes throughout the building. initially a
connection between the splayed columns and the rooflight at the gymnasium would have
been unthinkable, but through the discovery of operative criteria that seems to be genera-
tive in the design of the building, connections across and through scales and systems
emerged. the weep/sill assembly detail actually has operative affiliations with the column
shape at the arcade and the stair at the cafe in that each combines and consolidates
functionality. at the same time that connections across and through systems could be
made through operation, differentiation within function or operation could be registered by
a close analysis of relationships between details. stairs at setubal are differentiated based
on local forces and conditioning agents.
7176
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classical and modern.
a distinction can be drawn between two modes of operation, the classical and the modern.
this is no to be confused with classicism and modernism which are rigidified representa-
tions of the modes discussed here. classical production proceeds linearly and is depend-
ent upon a fixed linguistic or codified schema. classical operations operate within a bounded
rational that excludes the discursive attributes of existent systems. classical thinking is a
linear proceeding from a fixed point or determined position toward an a priori idealized
point.
modern procedure is non-linear, inclusive and discursive. modern production includes the
possibility for invention, and proceeds in the presence of flows of matter and energy across
and through systems. modern production operates in a destratified plane of relations,
towards an architecture of relations.
determinism and democracy.
any linear procedure that acts in the exclusion of flows of matter and energy is determinist
in its exclusivity. a destratified proceduring in the presence of friction and nonconservative
system dynamics moves towards democracy.
118storage and culture.
6.feelings
knowledge and sensitivity.
7.details
connections and bifurcations.
8.boa nova and setubal.
1958,1994.
9.relations
intercalary, simultanaety, constructive, destructive
10.space
striated and smooth
closed and open
inanimate and living.
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